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Makeover has become its own genre in cinema, perpetuating an ideology that the female body requires alteration, often from external sources. As a child, I accepted these themes as truth and reproduced this ideology throughout my life. While I now have a sharper eye for discerning the artifice in the film, I am still searching for how bodily transformation may occur, albeit in more complicated terms.
By carefully selecting and painting the film stills, the resulting image is representative of a simplified understanding of the language and specific narrative details that I experienced originally watching this film. As a child, I was primarily driven by the emotional impact of the ! 1 fairy tale love story, told through glamorous costume design and a romantic soundtrack.
Makeover, a large and monumental painting depicts the scene where the main character, Vivan played by Julia Roberts, goes on a shopping spree and embarks on her transformation from sex worker into the appearance of elegant woman. The painting on the opposite wall, Ice Cream, depicts a server's hand, dressed in a suit jacket and dress shirt, gently placing a robin egg-colored scoop of ice cream in a martini glass down on a metal serving tray. Both images refer to the service industry, where shopping and fine dining restaurants are synonymous with wealth, success, and class. In these worlds, the body is meant to feel comfortable and enjoy a sense of physical freedom. Painting these images reinforces the construction of illusion and importance of image in this world. What is significant about Vivian's transformation is that it is predominantly physical-her clothing is changed and she is taught by the hotel manager Barney how to behave in a restaurant. Through Vivian's wardrobe change and the lessons that she receives on proper table manners, we see that her transformation is largely illusory, based on physical and mechanical alterations.
The glazed ceramic sculptures and pedestals, on the other hand, are more akin to the real things of physical substance, suggestive of bodily transience. They speak to a perspective of the body in which it is accessed from the inside rather than transformed from the outside. The ceramic sculptures, which sit on the pedestals, echo the luxury goods presented on the table in 
